In literature, who can speak for oppressed communities? Can authors write about a peoples' experience without imbuing their own cultural perspective into the mouths of their characters? Can an author represent the complexities of a marginalized community without being reductive? Or disrespectful? Or oppressive? These are questions that have no definitive answer, other than "it depends". It depends upon the author's background, it depends upon the community being depicted, it depends upon the motivation for that depiction, it depends upon the audience, it depends upon the critic: it is a complex question which depends upon many variables. I'm interested in one particular variable, because its assertion wipes out consideration for the others. It deals not with who should be writing, but how one should write. Hande Tekdemir in her article "Magical Realism in the Peripheries of the Metropolis" writes the following when comparing two "magic" novels Berji Kristin: Tales from the Garbage Hills by Latife Tekin and Tropic of Orange by Karen Tei Yamashita: "Both novels, as do most magical realist texts. . .react against the realist novel tradition that tends to only represent Western reality" (41) 1 . Since such an essentializing statement regarding authenticity is rare in postcolonial literature studies, it warrants a closer look. First, to gain some traction on this assertion we must have an understanding of the critical and historical climate in which Tekdemir defines her understanding of magical realism, and the realist tradition.
Realism as a mode came to dominance in the 19 th century alongside the emergent secular epistemologies of the enlightenment (Morris 9) . It borrows from the scientific traditions the view that reality (physical, objective, as well as subjective) can be known and represented.
Realism is inherently ideological as its comprehensibility is predicated upon the reader's acceptance of certain philosophical ground rules which the critic Ian Watts explains succinctly enough. "Modern realism begins from the position that truth can be discovered by the individual through his sense … the external world is real and our senses give us a true report of it" ( qtd. in Bowers 21). Underlying realism's aesthetic assumptions is the concept of mimesis, the idea of art as a reproduction of some external reality (Morris 5 ) which dates back to
Aristotle's Poetics
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. This is not to say that a realist writer's goal is to present a mirror to reality or to write a world with language that bears a one-to-one correspondence to the experience outside the text (Morris 4) . Such an approach cuts out an avenue for artistic creativity, whch allows the selective ordering of experience, which "entail[s] the values and perspective of the describer" (4). Also, such a transcription is impossible. Language bears a uniform looseness in relation to reality so no matter one's register, words are not the objects they describe and are associated with. As Terry Eagleton says "the relationship between language and reality is not a 2 "Since a poet represents, just like a painter or some other maker of images, at any moment he is necessarily representing one of three things, either (a) things as they were or are, or (b) things as people say and think [they were or are], or (c) things as they should be" (Poetics 111). However prescriptivist Aristotle's poetics may seem, he leaves room for the representation of the 'impossible'. Although it is always phrased as an error to create "impossibilities" in artistic representation, it is a "good error" if it furthers the goals of the art and an incorrect error if "the end [of the art] could have been brought about better or no worse" without the departure (111).
spacial one" (4). The use of language to describe the world is inherently creative, therefor realist attempts at similitude in their work are inescapably artistic enterprises, unique to the author's self and perspective.
Although seriously questioned during modernism and postmodernism, key elements of realism have persisted in the novel, most remarkably in that most novels seek to make some contribution to their understanding of reality. Though the means of this pursuit were aesthetically contested by modernists and postmodernists, they too intended their novels to communicate knowledge, believing that they had the ability to do so (Morris 17) . Realism is a genre in flux aesthetically and philosophically, which allows it to stay relevant and dominant.
The same is the case for all surviving modes. As Pam Morris observes "literary genres do not stand still: to remain vibrant they adapt to the changing social realities within which they are produced" (32). Realism creates new aesthetics to communicate understanding of the world's physical and subjective components while remaining interested in discovering and transmitting that knowledge.
The mode's concern for reality draws it to depict society in all its depravity and grotesquery. This penchant for social commentary has been carried through the mode's history by authors who share a concern for illuminating the extent of stratification in their societies, often (especially in Dickens' case) raising public awareness of social injustice and ultimately inspiring legislative action (Diniejko) .
But, while often claiming to be humanistic in motivation, many realist accounts of the colonial world took for granted their supposed objective viewpoints, creating representations that reflect the racist assumptions and justifications for colonialism. Literature has the power to create and reinforce the cultural perceptions of European superiority and indigenous "otherness" that were essential to the colonial project (Loomba 66 Theo L. D'haen describes magical realism's ability to produce texts from outside Western tradition that are not from the "privileged centers" associated with realism, modernism and postmodernism, but still able to comment on and "correct" western reality (qtd. in Zamora 195). Zamora calls Magical realism "truly postmodern," that its "counterrealistic conventions" can widen our conception of ourselves. She particularly focuses on magical realism's tendency to "universalize the self" against more modern narratives that elevate the individual (qtd. in Magical Realism 498).
I agree that magical realism is more closely affiliated with certain non-Western cultural values. However this doesn't mean that realism cannot attend to the experience of nonWestern communities with its own resources. I argue that in novels dealing expressly with survival in a hostile urban environment, the physical experience of marginalized communities can be represented in the realist mode and may even more dramatically depict it at times.
While I acknowledge that the realist elevation of the individual may take some focus off the community itself, it can also help the reader empathize with the character's experience, which in these novels is taken at some level to be a synecdoche for the community.
Above all, to imply that the magical realist mode is inherently better at giving voice to such communities is reductive on two levels: 1) it romanticizes magical realism as an agent of decolonization and as unconditionally more authentic than realism, which puts unfair and unrealistic expectations on the mode and the authors who write in it; 2) it elides the many possibilities offered by realism. While Tekdemir and others seem to believe that magical realism is the only appropriate mode of representation for communities in these circumstances, I
believe communities need the capabilities of both magical realism and realism to dramatize their experiences.
To prove my last point I will be examining the magical realist Berji Kristin with GraceLand, conspired with the city to weave a web of silence around its unsavory parts" (7). When these "unsavory parts" are shown, they are depicted in scenes shocking in their destitution, yet made all the more effective by the sparse prose in which they are written. The following passage is a description of Elvis' neighborhood, the slum called Maroko:
As he left the buka and walked to the bus stop, Elvis realized that nothing prepared you for Maroko . . . As he looked, a child, a little boy, sank into the black filth beneath one of the houses, rooting like a pig. Elvis guessed it was some form of play. To his left, a man squatted on the plank walkway outside his house, defecating into the swamp below, where a dog lapped up the feces before they hit the ground. Elvis looked away in disgust and saw another young boy sitting on an outcrop of planking, dangling a rod in the water.
This passage shows a twisted food web, the perverted ecosystem in Elvis' community where the environment is fouled by overuse and lack of sanitation facilities. Yet the residents have no choice but to continue to fish from the sewer-swamp and drink from its contaminated waters.
The conditions portrayed in this scene are unbelievable, but perfectly accurate. In Nigeria's urban areas, those living in extreme poverty (defined by the World Bank as individuals surviving on $1.25 or less per day) have grown from 28 percent in 1980 to 66 percent in 1996, creating slums so destitute that outside observers don't know how the poor survive (qtd. in Dawson 17).
Crushing poverty in densely populated areas combined with nonexistent sanitation services create a hazardous environment for much of the poor in Lagos. Nigeria as a whole lacks access to basic sanitation for 33 million of its people and in the slums of Lagos the lack of infrastructure endangers the health of 70 percent of the city's 11.2 million estimated residents, especially infants and toddlers (Ibukun) . This is where Abani's realist depiction shows its strength in representing the horrifying state of affairs for the poor. The unbelievability of the community's experience is phrased in terms that cannot possibly be interpreted as only metaphorical. There is room to interpret the depiction that way, but the passage will not let the reader escape the unsettling scene through an interpretation that would mark it as figurative or a fantastical account.
Paradoxically, the realist approach to depiction in GraceLand often inspires horror and revulsion associated with melodramatic genres such as Gothic literature. As Lawrence Buell suggests, "The more toxic discourse focuses on individual cases, the more readily toxic discourse montages into the Gothic" (653). Buell is writing about American accounts of poisoned living space, referencing Rachael Carson's Silent Spring in particular, but the concept certainly transfers to Abani's fiction. Because the inhabitants of Maroko have no choice but to partake of tainted resources, their struggles seem all the more grotesque. Where people struggle to feed themselves on a daily basis, one is lucky to catch a fish out of a sewer.
GraceLand succeeds in dramatizing unfathomable living conditions to the reader not only because of its bare, matter-of-fact language, but also due to Abani's choice of protagonist.
Elvis, though he is Nigerian, is an outsider in the slum of Maroko. As an outsider his lack of experience with the horrors of slum life influences what he sees and what he focuses on. His naiveté in matters of survival makes it easy for readers to identify with him. Since he seems to be more horrified by the depravity of Maroko than the other residents, he is an ideal choice as the reader's tour guide, his inexperience offering us the chance to empathize with him.
Picaresque?
Nixon writes briefly on GraceLand, situating it as a "picaresque" (66) "'Don't start your shit. She wants it and that's all that matters . . . You go learn. We call her Oliver Twist because she no fit to get enough'" (312). At the end of the novel, the only way out of his economic and spiritual purgatory is an escape to the west.
As Ashley Dawson writes in "Surplus City," the outcome of Elvis' failed attempt to realize himself in Lagos' "constitute(s) an indictment of the system that is producing the slum" (32).
When read this way, Elvis' "spacial egress," (Dawson 16 ) far from being a happy ending, portrays the conditions of Lagos as impossible and made that way because of governmental exploitation.
GraceLand is a failed Bildung, but it does the work of demonstrating that the extreme poverty remove two million for salaries and expenses. Den dey tell us dat dey consultants need equipment to work, like computer, jeeps or bulldozers, and for hotel and so on, so dey take another two million. Den dey say we cannot build new boreholes, but must service existing one, so dey take another two million to buy parts. All dis money, six million of it,
6 President Obasanjo of Nigeria speaking after the 2000 G8 summit in Okinawa: "All that we had borrowed up to 1985 or 1986 was around $5 billion and we have paid about $16 billion yet we are still being told that we owe about $28 billion. That $28 billion came about because of the injustice in the foreign creditors' interest rates. If you ask me what is the worst thing in the world, I will say it is compound interest" (Talabi) .
never leave de U.S. Den de use two million for de project, but it is not enough, so dey abandon it, and dey army bosses take de remaining 2 million. Now we, you and I and all dese poor people own the World Bank ten million dollars for nothing. Dey are tiefs and I despise dem-our people and dey World Bank people!" the king ranted. (280) As we have seen, the King's rant echoes sociopolitical accounts of the failure of Bretton Woods institutions and governmental corruption in the information presented and in its direct, blunt approach. How does it avoid the silencing, disenfranchising effect which Nixon claims as a systemic side-effect of academic accounts on the subject (Nixon 66)? The reader trusts the King's voice as authentic because the novel has been building the Kings credibility throughout as a man tied to the community. He is after all a troubadour who travels the country side with his troupe, the Joking Jaguars, performing theater and song (274). He is also a poor man, yet respected in the slums of Lagos (254) as well as an activist performing songs and giving speeches against the military government and Western cultural imperialism (154). So when the King speaks didactically about exploitive lending practices, he is not doing so as an outsider. He is more an evangelizing character, teaching the radical truth about economic oppression than an academic, whose discourse rules would prevent from using un-sourced and hypothetical examples to prove a point. The King doesn't need to cite anything. His personal experience with slow violence makes him an expert on the subject of exploitation and his embedded-ness within the culture makes him believable and authentic.
GraceLand succeeds in dramatizing the community's harsh experience through realism's unique approaches to story telling. GraceLand's invokes Bildungsroman but shows the impossibility of Bildung. In "The
Bildungsroman and Its Significance in the History of Realism" Bakhtin describes the story of formation as of "special importance" to the realist novel (19), with traces of it occurring in "almost all important realistic novels" (24) 7 . GraceLand is a twisted Bildungsroman which frustrates our expectations for material and spiritual progress to be gained by the end of the Bildung, and this frustration lends itself to portraying Lagos in all its suffocating reality.
Graceland's linear approach to attributing doesn't let the reader claim ignorance of the hidden causes of poverty and inequality. The king's rant cannot be called metaphorical. Nor can Elvis' spare description of life in Lagos be taken as figurative. These traits make GraceLand an effective realist approach to dramatizing slow violence. As its success is dependent upon 7 Bakhtin examines Bildungsroman exhaustively, splitting it up into 5 subtypes of which the 5 th is of most importance to him. It describes a novel in which the hero's formation is accomplished in "real historical time" (23) rather than occurring against the backdrop of a static world. Bakhtin understands this view of time and history as part of the idea that spacial change is linked to temporal change, an idea that emerges counter to the older belief that the world is already fully formed and that time is simply continued progression of natural cycles. Bakhtin gives credit to the Enlightenment for "paving the way" for this historical sense of time, (26) which is interesting to me as it shows the Bildung as we know it to be a product of the same epistemologies that gave rise to realism.
depicting the desperate physical situation of marginalized communities, GraceLand is an excellent example of how the realist mode can be used to represent non-Western experience while not playing into the privileged ideological perspective of western mass culture.
GraceLand writes "from the margins" (D'haen 195) using only the effective tools of realism, not its hegemonic baggage.
Berji Kristin: the Margins Become the Center
Berji Kristin is exceptional because it is completely devoted to representing the squatter Because the community as a whole is the focus of the novel, no one character comes to dominance. There are a number of people who bear the focus of the narrative for a short period, but they usually fade into the background from chapter to chapter, leaving communitythreatening or formative events to drive the novel. These events compile throughout the course of the text to make up a short cultural history of the slum starting from its foundation 8 to its final imagined configurations 9 , but because the novel views Flower Hill with such a wide lens, it is difficult to get to know any of the figures that play a part in the community. They hardly speak at all: instead an anonymous third person narration speaks from a detached (but respectful) omniscient position, encapsulating the experience of the community as it moves through time in masal style episodic chapters.
The strength of this style of narration is also its weakness. While we are kept from fully empathizing or identifying with central characters (an important part of the realist novel), the void allows the novel to keep the community as its central character. When taken as a character, the community-a term which encompasses the houses, huts, buildings, garbage as well as the people, culture-in Berji Kristin can be shown throughout its development from huts to more permanent buildings, informal to formal settlements as well social conflicts: strikes, battles with bulldozers, political campaigns, and gender politics to name a few. The episodic chapters create a piling effect with which the reader gains a gradually deeper understanding of this settlement's experience. True to magical realist form, the individual character is not separated or emphasized above the communal, reflecting the culture's priorities. It is also a little more direct than
GraceLand's realism in that the reader is not asked to empathize with a character and then use 8 "One winter night, on a hill where the huge refuse bins dumped the city's waste, eight shelters were set up by lantern-light near the garbage heaps" (15). that character's experience as representative of the community. Rather, the community is always front and center in the narrative.
As faithful as Tekin is to centering the garbage hills in the narrative, the way in which
Berji Kristin represents suffering in community, although often emotionally resonant, can be confusing and unproductive in terms of dramatizing the causes and effects of slow violence. Like
GraceLand, Berji Kristin describes the physical degradation suffered by the people of Flower Hill, but as it is a magical narrative, its approach is a little different. Tekin's descriptions go from fairly mimetic to the obvious stretching of reality.
In keeping with what we have learned about magical realism, she uses a blend of both realism and magical elements to do dramatize the arduous life of Flower Hill. The most realistic descriptions in Berji Kristin describe the polluted environment the community is forced by necessity to use and be poisoned by. The following passage describes events in which the community is angered over the factory owner's flagrant disregard for its health. His building is releasing chemical discharge into the air in the form of white particles, quickly designated as "factory snow" which makes everyone sick, killing livestock and a few small children (28). To appease the enraged community, the factory owner gives everyone a bowl of yogurt and routes his warm waste water into their village. For this he is treated like a saint, before the villagers fully understand the true nature of his "gift"
[H]e flooded the neighborhood with hot bluish water in which the factory serum and medicine bottles were washed. This was a truly festive day for Flower Hill. They diverted the first jet of hot water and cemented around the channel where it flowed. . . Only
Flower Hill had the good fortune to wash in blue water under snow on a summer's day.
The men dragged an old truck chassis a long distance to the fountain head and from then on married couples took it in turns to get inside the chassis at night after intercourse and wash themselves in hot water . . . Before long, odd changes began to appear in those who washed in this water. The skin of some began to peel while the faces of others turned purple. Bright blue spots came out on the children's bodies and the hair of two women went white. The clothes took on a blue colour which came to be known on Flower Hill as "Squatter's Blue." (28) This approach to representing mass community poisoning is both magical and realist, as it is extreme but believable as a non-metaphorical description of a plausible occurrence. Perhaps there is something special about chemical spills that allow us to believe that bizarre and macabre deformities, (like an entire village turning blue) are perfectly plausible, although this kind of dramatic transformation is a magic itself. But beyond the literal interpretation, reading this passage for metaphorical overtones is an equally profitable approach. The entire community is marked by this pollution-in-the-guise-of a gift, yet it is not demonstrated against like the "factory snow" that came before it nor is the fountain destroyed: it is incorporated into the Hill's daily life. Life is so precarious that even disfiguring water is still used in the community, from the washing of pots and clothes to the most intimate cleaning of married couples. The dyeing properties of the water are invasive and dehumanizing, as well as a powerful symbol.
Whether or not this instance is based on fact, it tells us that the factory owner can operate with near impunity, demonstrating his power over them as well the community's desperate need for basic infrastructure.
As profitable as the metaphorical descriptions of physical hardship can be, Berji Kristin contains one passage in particular in which an attempt to depict the harsh reality goes too far into metaphor, lapsing into an unbelievable image which generates slippage in reader interpretation. It describes an instance in which the men of Flower Hill become permanently disabled while leaning against the wind during a particularly vicious snowstorm: " . . .that snowy night they came home with twisted backs and neck awry and fell into bed sweating. For ten days the Flower Hill men did not open their eyes from 'wind sickness'; . . . the illness passed but left them with neck and shoulders even more twisted and lopsided" (34). While the previous passage grants readers an understanding of the community's oppression by economic avarice and/or apathy, this bit about the wind goes so far into the metaphorical that it's hard to understand whether the wind just blows really hard or if it is the wind but also some sort figurative representation of oppression. I suppose it could be both, but in the absence of conclusive evidence one way or another, the take-away from a passage like this is limited to pity or disbelief. Pity because the image reinforces how arduous life is on Flower Hill, or disbelief, because while the wind was shown to be a destructive, antagonistic force before (Tekin 17) , its twisting of the men seems to be almost too much a departure from reality, making the text edge away from showing the community's experience in favor of some sort hyper-fantastical situation. The fantastical is not bad in and of itself, but it appears in this passage without a solid metaphorical or realist thematic connection to the community, which is dangerous. It is dangerous because its lack of believability lets the reader abstain from recognizing the community's perilous survival situation, and it is flawed because it isn't very powerful metaphorically.
Unlike GraceLand, Berji Kristin doesn't attribute its misfortunes very directly to oppressive forces outside the municipality. The factory owners are implicated, but no , opting instead to identify exploitive characters and practices within the community.
Due to the third person omniscient narrator the novel is very adept at attributing these smaller-scale, localized abuses to abusers. Mr. Izak, the owner of an appliance factory (86), leaves town after repeated strikes in his factory but his "name remained, inscribed in the sky" (100) with the noxious refrigerator gas he pumped into the atmosphere. "He signed his name clearly in chemicals, " Tekin writes (99) . This passage dramatizes the pervasive violence done by Mr. Izak's factory, doing the tricky work of holding the owner accountable even when the person is no longer onsite. It bridges the spacial gap often generated in instances of slow violence when the polluter leaves but his toxic legacy remains though disconnected from his physical presence, a strategy of avoidance based on distance used by transnational corporate entities to avoid being recognized for their share of the blame (see Nixon on p. 24). We should also note that this description, while fantastical on a literal level, works metaphorically as well,
showing the flexibility of magical realist tropes to create more narrative surface area for readers to connect and draw meaning from. This passage has broad possibility for interpretation which 10 Incidentally Mike Davis does mention the book in passing (38).
while beneficial in some ways, also opens the novel up for criticism in that through its vigorous devotion to local conditions, it does not reveal the network of "occluded relationships" (qtd. in Slow Violence 45)-such as global labor dynamics, "transnational economic pressures" (45) and interventions through Bretton Woods institutions (Slow Violence 45)-which may shape the living conditions of Flower Hill locally. In other words, the novel is too myopic in scope to reveal the structural quality of the local oppression. In my view, this criticism does not take into account the pitfalls surrounding a narrative that is overly explicit in its fingerpointing. Namely that a narrative which speaks too explicitly and polemically runs the risk of appearing artificial.
As the Irish writer Eavan Boland remarks, "If a voice of a character in a fiction speaks too clearly with the anger and hindsight of an ethical view of history, then the voice may be made louder by argument but grow less convincing through being less imagined. Then both history and humanity can be sentimentalized" (qtd. in Slow Violence 52). Tekin avoids this dichotomous crisis of sentimentality-or-shortsightedness by creating a fictional community which can function as synecdoche for the many squatter communities propped up around Istanbul during the period. This allows Tekin to write about issues facing a growing segment of marginalized yet "socially significant" (13) people in Turkish society without representing an actual community, thereby reducing the opportunity for the narrative to fall into sentimentalizing actual history.
The magical realist form helps distance the narrative from historical actualities while preserving the option to interpret its fantastical as clouded metaphors: references to actual occurrences and implications of global power dynamics.
Tekin's reference to NATO for example, which does not directly implicate the Western dominated power structure as an instigator of oppression, does by its inclusion invoke the feeling that global forces are at work in the Garbage Hills. Shortly after the windstorm which cripples the men of Flower Hill, the Nato sign is erected, causing much discussion over its meaning "One said it meant 'Armed Force', another 'Bombing'" (37). When the community's spiritual leader, Güllü Baba suggests that NATO has something to do with the men's deformity, the locals rage at the sign and more questions emerge. "Some people wanted to know in what language 'Nato' [sic] meant 'deformity' and others were obsessed by the question of why the sign didn't simply say 'deformity'. In the end the whole matter reached an impasse (37).
Although it is suggested that NATO is connected with deformity, it is by no means explicitly stated. Some people in the village even doubt that it is so (38). NATO's entry into Berji Kristin is
inconclusive, yet ironically productive. Through its ambiguity the reader is given a sense that global dynamics are at play in the plight of the community-why would a street in a slum be named after NATO without some causal relationship between the two? -even while that assumption is questioned. This questioning eliminates the possibility for the kind of historical sentimentality which Boland warn against, while keeping the door open for the connection the narrative implicitly suggests. Like many other ambiguous passages in Berji Kristin, two seemingly incompatible readings work side by side, creating flexible interpretations of the community's experience. Far from being unrealistic, this odd coupling portrays how difficult it is to grasp the hidden causes of oppression in these types of slum communities. To hypothesize global connection to local oppression requires study and political awareness which is not easy to come by and often suppressed, so it follows that the locals are not able to fully identify the connection between themselves and NATO.
While Berji Kristin may not exactly "trace the 'occluded relationships'" between the international and the local, it certainly is devoted to the "'close living substance'" of the community. The sign incident ends with Flower Hill's defiance. The people refuse to recognize the official "Nato Avenue," and although the sign is reposted by the authorities, Güllü Baba declared that its true name will remain in the "language pockets" of the residents, with the local "Rubbish Road" trumping the outsider "Nato Avenue" (38). This defiance is emblematic of how the novel walks the line between excessively explaining systemic "occluded relationships," and deferring on the question of their existence. Berji Kristin layers on an invocation of the global while remaining unswervingly devoted to the local.
Conclusion
Berji Kristin is a wonderful example of the effectiveness with which magical realism can represent the stark reality of slum life as well as the potential shortcomings of the form in this context. A description of a poisoned community which is too loosely metaphorical leaves the reader lost, not because he or she is intolerant of the fantastical, but because it is disconnected from the visceral experience of the poor without a clear figurative link to the community. When the image is strong in the novel, the reader doesn't have to choose between believable or fantastical: he or she can have it both ways, increasing the avenues of interpretation, doubling the opportunities for communicating the experience of slum communities.
There is no "alternate reality" (Tekdemir 44) at play in The Garbage Hills, rather a nonWestern cultural system incorporating realism to describe the unique experience of the people of Flower Hill. What results is a hybrid form (Bower), a bricolage which combines elements of Western and indigenous methods of cultural production to form a bridge between the two.
Realism and magical realism are different tools with which authors represent the experiences of their community. Though it relies on the personal development of an individual character, realism as seen in GraceLand, does not lose the community and reflect only a western voyeuristic experience of slum living in Lagos. It uses the strength of the mode to its advantage, crafting engaging characters to reveal the oppression against them and, by association, the poor of Lagos. Realism allows GraceLand to explain more deeply the systemic dynamic of oppression against the people of Maroko without sabotaging the character's believability or sentimentalizing history. As I have said before there are certain advantages to the approach Berji Kristin takes as well, but the point is that no novel can be judged more or less effective at dramatizing an impoverished community's experience solely on the basis of mode.
Realism and magical realism should be viewed as different tools of representation that supplement each other, not as strictly opposed ideologies. To criticize authors for using a literary mode on the assumption that it cannot possibly represent the chosen subject matter because of its linkage to a different cultural system doesn't take into account the figure of the author, the motivations for writing, the people being described, and every other dependent variable that must be accounted for if one wishes to make a statement on the authority and authenticity of a text. Above all, it is insufferably limiting, and if we want creative, innovative work from our authors, we should not pressure them one way or another. Instead we ought to appreciate the abilities each mode brings to the table while noting its shortcomings. We should
